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Fantasy meets reality as one of Xanadu's 
elaborately garbed dancers confronts 
pre-production dance sketches. But which is 
the fantasy — and which the reality? 
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| 2 - ANY Z= TE FIRST STIERNOS 


796 LONELINESS 


THAT ROHS IN THE 


OF THE ARTIST: 
wy (MALONE... 


WHY PO I EVEN 
OTHER | 


‚А MUSIC GIVEN "7217 EY TAS 
ДОМЕ Y MAN WHO MAS WITNESSED 
PERHAPS 720 MANY SUC М 
SWEPT T PAYS. 


(BE 
ТА N 
| || 224 HALE MG YEARS... 


WELL-- IT WAS МІСЕ | ] чы > — T — 
WHILE IT ZAST£O. | . b oi on E st: 


GOODBYE TO YOU, TOO... ы А ANYWAY... 





PA... THE DREAM STILL REMAINS. /7 Fb OATS... 


%- 


“уге 
“2457 TH: 





THEIR VOICES ARE LIKE MONEY AS 
| THEY SING... ARCHING THER LITE 
BODIES WITH ALMOST $. TURAL 
GCE AVO SEENTE SPEEDILY AWAY .. 
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AND EXPLODE] 


.. BY BECOMING THE FIRST SHOOTING STAR IN 
EVER HURLED UP pO A THE ERMRT HH... š 
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HEY, SONNY.’ NEVER 
í T THOUGHT WE'D SEE 
| 2. YOU HERE AGAIN... 


-— 7 


BUT IE LIFE CARRIES ONE (ERENT TRUTH /T/S THIS. 3 
PIMES CHANGE 


ONE OF US GOING OUT ON HIS 
| QWN AND REALLY PONE ІТ, 


RIGHT. NO 
MORE Pr d 


‚ PESPISED AS 
| THE CRUDE VOICE 
OF SOCIETY'S 
MINORITY 


ITH A SHRUG. SONNY FLINGS OPEN THE DOOR 72 
THE ART ‘BULLPEN АА... 
WELL, WELL, WELL-- 
| THE GREAT SONNY 
MALONE RETURNS TO 
АА О RECOROS!’ J 


OUT RICHIE. YOU 

KNOW I WOULDNT VE 

COME BACH HERE |. 
UNLESS 141402 TO. 


... THEN-- WHEN I 
FINALLY QUIT TO 


ONLY DO I ALMOST , 


STARVE TO DEATH] 
BUT I CAN'T FIGURE 





WHERE'S YOUR YOU HAVE A WAY 
WHITE FLAG? 


WELL-- LOOK 
WHO DECIDED TO 
DROP IN. 










NOW, WE DISCUSSED — 
THAT WISE-ASS AT- 
TITUDE OF YOURS ен 
THE PHONE WHEN І... 
. AGREED TO TAKE 


















...ВЫТ NO MORE ` 
-САМҒТУУ 
TOUCHES, HUH? JUST 
| RGE THE AL- 
| АА COVER THE 
` WAY I @/VE€ IT TO 
N. YOU. ' 


| QN THE Зем JACKET HE 2425 
М 6/5 QUIVERING HANDS. 


” I THINK THIS 
IS THAT CRAZY 


“батат, нин?? picasso -AA |( Gel Tran Н, 
GETS CALLEP А GENIUS.. 
GET ny F ASTEST | TO IN THE Aer; 





EA, SONNY MALONE STOPS. MO-SENTENCE, MS HEART Е DOWN. 
Ze 2 FRANTICALLY, M/S ATTENTION RIVETED... | | THEN SMe KISSED li 


J7 WHATTA YOU š 
MEANS SHE S Y 





NEXT STOP | THE AIRFLO PHOTOGRAPHY STUDIO! 


HOW CAN YO 
NOT KNOW WHO > 
SHE /$, YOU TOOK' 
THE PYCTURE / 


THIS SOUNDS STRANGE." 
BUT THERE WASN'T 
SUPPOSED TO ВЕ А MODEL 
ON THIS COVER. I SNAPPED 
MAYBE A SHOTS 
ANP ONE OF THEM SHE JUST 
POPPED INTO THE FRAME... 


SHE JUST. ) ( AND DISAPPEARED. Now (“SHE'S A NICE LOOKING GIRL- 
APPEARED ? DON'T GO SPREADING  , EE BUT МНУЕЕ YOu so WILO 
! | THIS AROUND. _ | М TO FIND HER? 


BUT EY THE TIME LUNCM TIME 

Pr $ AROUND, HIS MS TEOU I DON'T KNOW WHAT 
| SHRIVELED DESR. EAS- GOOD COMING BACK 

ФОРМЫ DE L MERE 15 GONNA DO. 
| ң | ITS NOT LIKE SHE'S 
GONNA JUST DROP 
OW) CUT OF THE 


„АМО THEN AE MEARS THE LAChHEYMAL 

HUSIE AVSING ABOVE THE CRY OF THE 

OCEAN, LIKE A GREAT WAVE oc 
CRYSTALLINE FONE... 





.AND IT DRAWS HIM, ALMOST 
AGAINST HIS W. WILL... 


"HOPE YOU DON'T 
MIND A LITTLE 


NO, Z DON'T 
MIND. BUT I 


WAS WONDERING | 


WHERE THEY 
LAI? OUT THE 
BODY... 


" YOU GOT SOME- 
THING A LITTLE 
MORE UP- 
BEAT... 


ARE УФЧ-- А 
RECORD PRODU 
OR A SOUND EN- 


m TO A CERTAIN SAD-EYED CLARINET 


\PLAYER WE HAVE SEEN BEFORE 


УА YOU 
UP THERE > 


FASTER 
MAYBE...? 


КЕ ‘EM 
BIGGER 50 YOU CAN 
HANG THEM OUTSIDE 
RECORD STORES FOR 
„ [N= 
TERESTING JOS, 
нон? 


TAKE REAL LONG 
LUNCH HOURS. | 








sue A REFINED 
Е РОЯ А BUM. 







ІТ. " 





үү, Г T 
USED то Be Мм ТНЕ NS 
MUSIC BUSINESS --BuT \\ 
NOW I'M WHAT You 
N MIGHT CALL RETIRED... 


p- ы}. = 
К | ғ 
k. K У 


ace ЕЕ, Н жс 


Ме) ГЕ с 





HEY, KID-- 
WAIT ves 








Y'KNOW-- LIFE 
CAN BE VERY FUNNY N 
SOMETIMES. THERE WAS 
THIS TIME BACK IN THE-- 






| amm 


IKE? OKAY 
IF I BORROW IT? 





"а | 
YOU ON THE 
SKATES -- WA! 
UP A MINUTE, 
ее YOU? 


ha OW АМО THEY STAY AS 


А: Eas ING, 
ХА АЗ d ал ү" АҮ 
| EMBRAC е ОЕ didis 















ыды. А. же ge <> | 
| THE DAY WINDS PISMALLY DOWN FROM THERE 
AND SUNSET FINDS A WE; 


T 















MASTERPIECE 
a> ON MY BABY” a 






^T | 
ІҢ h 





THANKS AL... 
BUT KEEP YOUR EYES 
ON THE FOAD, OKAY? 





Д МО THEN. FOR THE SECOND 

TIME i A SINGLE DAY, HE (5 

STRUCK SPEECHLESS Py A 
VE MAGNETIC 


HOLD OW І 
DON'T BELIEVE IT“ 
( THIS IS THE PLACE < 
ГР WHERE THE NINE 
І >» S/STERS ALBUM 
( COVER WAS SHOT/ 


I KNOW IT'S DUMB TO THINK 
THAT SHE'D дЕ HERE, Bu-- 





BUT, WHEREAS THE 
SOUND OF THE 
CLARINET WAS A 
LEADEN! ORGE OF 
DEREAT.. 





| TREMBLING 
ANP ANXIOUS. 
SONNY CLIMAS 
¿/ NTO THE ， 
WAITING 
DARKNESS, 
TOWARD THE 
SWEET 
STRAINS OF 

Умот 
AHARAIONY. 


| ^. FANS CELESTIAL 
КК | SONG FACES GEE- 
"| FULLY UP AND DOWN 
71 THE SCALES ос AO PE 





» WAS 


FOR M 
22226, 
2222 


ELE 


THE MUSIC 
TWAT HAS 
DRAWN HIM 
HERE SEEMS 
72 PAUSE 
AND MOURN, 
НЕУ-- IVE BEEN 


| ASKING ABOUT 
YOu ALL DAY. ” 


YOU MAY NOT | 
BEWEVE THIS, BUT > 
TM PAINTING AN ALBUM Ë 

COVER AND... > 


ae Е ج‎ 
; Ly SOMEONE IS kya: бен | F 
SKATING! | | А SZ Sas | т BELIEVE ІТ? 


Ф aa 


7 WHY SMAIL М T 





BECAUSE BE- YOU'RE RIGHT. 

FORE TODAY IT'S TOO cO- 

I NEVER LAID INCIDENTAL. 
YES ОМ YOU. 

NOW I'VE SEEN 


YOU THREE | 

TIMES IN ONE 

DAY. IT'S TOO 
COMCIDEN 


TAL. 











DO YOU THINK 
WE COULD... 






YES. I COME TO PRAC- 
TICE MY SKATING AND 
NO ONE SOTNMEPS МЕ. 













WE'LL SEE 
EACH OTHER 
A үк... 






THE GIRL ANSWERS IN A VOICE LIKE THE 
WINE THAT BLOWS THROUGHOUT THE ARENA. 





THRILLS OF WIGHT MUST GIVE 
UNDANE CHORES OF МУ. , AND SO... 


B 


M 
Re 


| d 
' b 
r — , 


І САМТ “= 

" BELIEVE THAT "Y МЕУ” THERE'S 
Г CREEP SIMPSON Le rt THAT CLARINET 
X DRAGGED ME AWAY к {= PLAYER FROM 

FROM му PAINTING OF $ — | THE BEACH’ 

KIRA JUST ТО COME ы" “# 

DOWN HERE AND i Í 

STICK UP ANOTHER 

CRUMMY ФЖОдео 

HE Jus-- 


a 
a e - ғ = 
le, n 
а "oQ Т. 
w" - Т | 
| k 





Y'KNOW, IF WE KEEP MEETING 
LIKE THIS WE MIGHT A$ WELL 

A'TRODUCE OURSELVES. I'M 
SONNY MALONE. 






WHAT ALBUM‘VE_ 
YOU GOT THERE? 










WHATTA you ^ 
SAY, KID? WHAT- 
TA YOU DOING 
UP THERE? 









L2 A Ж 
| А PEAL 
LLA: 
TRYING TO 

GET ди, 
GRAB AHOLO 










DANNY 


MeGUIRE. SOUNDS LIK 
Me GUIRE venia ое 


HE was BEFORE YOUR TI 






SO WAS BEETHOVEN 

BUT I KNOW ABOUT 
AIM. I LOVE GLENN 

: MILLER. 


EAH? WELL, 
LISTEN-- HERE'S 
. MY ADDRESS. 
















| HEY! THERE YOU ARE 
ON TAT LEUM 






p~~ 


үл 


ж. 


HARD 
Д To BELEE, 
21 HUH 2 









M т ON THE STEREO} 


x <i 


oy Он MAN... 
cx SOUND 













GOOD LISTEN, E | : | ; — 
‚ КО THAT'S | || | = / IE YOU THINK THAT'S 











Td 







MY SOLO. | 11 Са ІР ALL RIGHT-- THERE'S 
| Li} | қ SOMETHING I'VE 
! a ' = 74 GOTTA SHOW YOu. THIS 16 
| | AC АФ. = WHAT T CALL 
| ааа | My мемаеогФх/А 
ROOM. SORT OF 










HES 
> TOMMY PORSA. DANNY MeGUIRE. | 
BENNY COONAN: 


YOU REALLY КАМЕРУ lom 
THESE GUYS. 


| М ж шй 6 2.1, 






| YEAH. +. Š 
AFTER I 

TOURED WITH ALLER Y 

I GOT MY OWN AAMNO-- 

MY OWN CELE. 













IT WAS SMALL AND JAAA- \__ 
PACKED =“ BUT EVERYBODY 

WHO WAS IN TOWN DROPPED = 
BY. SOMETIMES THEY'D з 

A $/7 /А/ FOR А SET OR Two < 一 


ЧП 


Now TS A = 
VA ғ 
ох мə 


















— >— 


EL 








7 WHY'D YOU — THERE WAS ) => pe | | 
GIVE IT U2, | | \THIS GR. | PATHE ALBUM? 


SINGER WITH THE Ë 
WHEN SHE LFF7--I 
FIGURED SHEP BE BACK 
I WASN'T ABOUT TO RUNA 

AFTER AER... 


р T TEACH HER 
А LESSON. I 
NEVER SAW 

HER AGAIN. 


р, AFTER THAT 
THE HEART WENT 
OUT OF ^v MUSIC. 
I WENT INTO THE 
FAMILY CONSTRUC- 
TION BUSINESS AND 
BECAME WrAT | 
THEW CALL... 


| COMFORTABLE 


THREE CHEERS 
FOR COMFORT... 


SAHA POON 
HNO THEM... 

















[| EF r Guess IT'S LIKE 
£ FALLING IN LOVE. You | 
ФОТТА SPECIAL AT TACHW-) 
ENT LIKE YOU AND /- 
i FRIEND... UH. tn 


„Амр SHORTLY... 









Po gon Т 
ge ' 
3-9 GETTING 
ФА i INTO 

\USIC, DANNY? / 








AGENTS LOOKING 


«BUT THEY CAN’ к 
SEEM ТО FIND 
THE RIGHT MACE 


















Б m E: | `A 
gy ИЯТ» 

О HELP ME оох? k 
MAYBE YOu CAN COME ж 
WITH SOMETHING. YEA... 






LATER. ALTHOUGH THE CORRIDORS 
| OF دع چ رہ‎ RECORDS ARE 45 PAQ 
| А5 А SEPULCRE, LIGHT AND LIFE | 
е AT LEAST ONE 
CLUTTERED ROOM. 


и. — I THERE А CERTAIN ^ 
IU. STRANGER 9 Жа! М иу ан ооа а | 
THINGS HAVE | YOUNG ARTIST 
„ HAPPENED... д | | PAINTS ALONE. 


даа‏ الا 


тасыдым 


LIFES LIMITI ESS 
YAL/TIES. 










THIS 16 THE FIRST TIME I'VE 

| CARED ABOUT WHAT, I VE 
KIRA” EN PAINTED IN ALONG TIME. 

YOU SCARED THE HELLU N 

OUT OF МЕ ! HOW LONG 

HAVE vou feen TW. | P. 







一 IT MUST BE 
^ FRUSTRATANG TO 
WASTE YOUR TALENT 
ON THINGS THAT DON'T 
HATTER То, | 














y HE'S GoT THIS CRAZY IDEA ` 
HE WANTS TO Buca CLUE 

| --АМР HE ASKED МЕ or 

2 ALL PEOPLE IF I'D HELP 






WHAT ABOUT 
THE PLACE IN THIS PAINTING 2 
| MY PLACE. WHERE WE MET? | 


ONLY THE 4/6- 
CEST ROCK 


GROUPS RECORD 
| ІМ THIS STUDIO. 
| IT'S REALLY 

ж желде MAGIC- 


THEY 
FLASH ALL 2% 
| 











OU'RE SUPPOSED 
TO BE AN ARTIST- 





ІМ ALL ОХ. BUT _ 
IF YOU WANNA SEE 
IMAGINATION 





W/TMIN MINUTES, A МАР 
MELANGE OF LIGHT, $OUNG 
| Ам? (MASE LOOPS Taf 


2 7 SONNY BEG veg MEZ Pes 
yr Км ТЫРА MALE ON THIS МАР 
SCIENTISTS DREAM. 









7% 





/8 HEAVEN ON — 
ARTH: OZ, SATS 
SAMADHI, NARNIA | 

АМО NIRVANA, _ 


Қ GOING OW HERE” 


ATORI, | 


 NO-- (T'S | 
7 \SOMEBoDY FLSE. 





”_ MALONE! : 
7 po YOu HAVE ANY ` 
IDEA HOW MENT 
k THIS EQUIPMEN 
> COSTS? < 





2 "AUGHING, THEY BOLT, LIME GRACEFUL 
PEER, FOR TAF 2, VVM/L E AAAIPSODY 
THES VAINLY TO RESTORE TWHE 
ORDER HE SO LOVES. 


IU vou REALLY THINK < 
| THIS COULD WORK 
ih OUT FOR DANNY? 


i I THINK THIS 
PLACE COULD BE 
ANYTHING YOU 
| "MAT IT TO 


YOUR FRIENO 








KN 
| BELIEVE | 












YOU ‘THINK YOU'RE yor 


| T ES, THO BREATHLESS YOUNG 
| CLEVER, DOW TE МА > 


BIND THEMSELVES SHANG 
"E SUPERNAL МОЛОДА ОС 
MUTUAL DISCOVERY. 











7 NOW THAT YOU ШТ 
KNOW ENOUGH ABOUT \ 

МЕ--1 WANNA KNOW | UM.. WE y... 
ABOUT YOU. / LOOK WHERE 

| WE ENDED СР г, 
















“уа. WELL, WELL, 
f? Í WELL. WHAT A 
ашаны 


N'T 
Mar THEY 


SO COULD THE TITANIC WHAT PUT 
YOU ONTO THIS, ANY WAY? 


EEN 









BUT CANNY-- DON'T YOU THINK THERE'S А 
CERTAIN KIND OF AURA ABOUT THIS PLACE? 





’ YEAH, WELL -- I DON'T x 
KNOW. I CAN'T TAKE THIS 
| TOO SERIOUSLY-- BUT IF 

‚ I WERE GONNA DO 
a SOMETHING ABOUT IT... 




















I SEE А BANOSTANO-- 
RIGHT OVER THERE IN THAT 
CORMWER. ANO À BiG BAND , 


LIKE IN THE FORTIES. 






E TINE | 
ГИР 50? 



















NO... 
BANDSTANDS 
WENT OUT WITH 







үм. 
x = 







UNS BOARDS. N | | 
RIGHT OVER REAL SMOOTH БАМСЕРҒ y ge à 
THERE--A GREAT WILD TROMBONE. | ug, 

OCK BAND... THE BAND PECKED | 





OUT IN TUXEDOS... 










NAW." 
SIX GUYS 
WEARING ELECTRIC 

ORANGE... ; 














| EVERYBODY 

"` PRESSED ІМ ELEGANCE 
AND ST ¥YLE-- LIKE IN 

ә THE OLD DAYS. 


7 SYNTHESIZER -- HEAVY PERCUSSIONS... 
AND ELECTRIC GU TARS... 








Е $ 
DECADES OF — 
DREAMS... GROW- 
ING... SWIRLING 
COAL ESCING... 






















... we DIVERSIT тт У.. 


ы 2 csi | ; 





br S w. 
ar T 
rata * 
| di 
f 
THESE WORDS ARE 


Әсу OF DANNY MCGUIRE 5 

MOUTH BEFORE HE EVEN | 
REALIZES THAT МЕ Же 
FORMED THEM.. 





KID -- I'M ENIN: you HALF ‚ WHERE ALPH ay SACRED 
THE PLACE’ YOU'RE GONNA RIVER RAN... THROUGH 
BE My PARTNER. | CAVERNS MEASURELESS To 
AN. LESS SEA. TO A A SUN- 


PARTNER--WHAT 
THE HELL DO WE 


М THE 
PLACE.” 





“IN XANADU DID 
KUBLA KAHN... 
STATELY P SURE 
Pome PECREE... 









IN THE W WEEKS , THAT 
FOLLOW, 


EARNEST AND “telly yd десе 
ОЕ THE eine A NAMED АЛҒА SEEMS TO 
WAVE А ба. VAM ZING EFFECT ON 

_ THE ENTIRE ATMOSMERE... 











p posit "EY A ACE 


"AND TOMORROW 5 THE 
OPENING, IT'S ALL 
GOING TO COME TRUE 


CAN'T GO ON PRETENDIN y^ ' I KNOW I | = SONNY--1'M 
"9o ($ REAL! THAT К 1 | SHOULDA T-- BUT I | > N NOT A MEAL PER 
— D A ۴ DO^ANU TS CRAZY | 2 SON. IMA MUSE. 


I CAN'T HAVE 

THESE KIND OF | 

FEELINGS. IT'S пан. 
м BEGINNING To Z | 


| ALL I WAS 
SENT 72/00 WAS ТО 
MAKE XANADU HAPPEN. 





Г IT DON'T GET IT. 
WHAT'S 3021 
! Ом ? dad 


` DIVE AT HIM 
OR... UH... MAKE 
A MARTINI? 





I AIN'T GOT TIME FOR | i | <> 
THIS, MALONE. IF THIS ( PAINTED BY M 





[ АРУ SAYS SHE'S А MICHEL 
| KESPEARE'S WRITTEN 
| Ше A MUSEL , zi — OWN ТЕ ABOUT US. 
EETHOYEN'S PLAYED 


SYMPHONIES FoR US... 


SONNY MALONE. 
HE DOESN'T 
PEMEVE іші А 


CAN YOU BE _„ 
TALKING TO ME: 
YOU'RE A MOVIE 





WELL -- WOW WHAT `Š 
' A THE HELL Do we 

HAPPENEO Г. ж Б> 20, KIRA? 
TOME? r^ CF гоонт 76 

| | ANO. I'M V^ 
SORRY JI SHOULD 
fh EVER | 
| HAPPENED. í 


"атылыс 


adda 


н 


А 


Pili 


T WAS A MISTAKE 
“< 


тв ROKE THE 








WHATTA YOU MEAN IT 
DOESN'T MATTER: 4 XANADU 


Lai B 2 FINDS THE 
r PERCHED ON 
| Mis CLARINET ROCK AND 
| 4 THAT THOUGH 7, 

RE IS yh САА AND W. 


| уе ВЕЕ а | 


you, WHERE You 
ou ns 





IS OUR AM. 





нон w WERE 







DOESN т MATTER 
ANYMORE. 





er LET AE 


L YOU SOME- 
Thine: SOMEHOW, 
SOMEWHERE-- 
THERE'S А WAY 













11 TTING | 
АТ ROCK THIRTY Í f 
ARAS FROM NOW... A’ 






DIDN' T KNOW 









How APOR- TO GET HER/ IF 
TANT LOVE SHE GOT ТЕЛЕ; >= 
IS. 5 A WAY 






- THERE’ 
TO GET THERE.“ 








af азар» à jaga M 
‘KNOWING WHAT 
Spies Monee Ді 


KIRA WHER 
ARE your / 


SONNY.’ HOW pio VOY 
YOU GET HERE? 
YOU'LL HAVE TO 

GO BACK / 


















6, 
Soo _ r 
| IT CAN'T " | 
( PONE! мобосу” EVER TUE gome 
AKEN OUT OF HERE, мел AN | 
I'M $TICK- | 
ING TO THIS 
PLACE ‘TIL А 
HELL 
FREEZES 





OVER. | 















ч 


LISTEN TO “a 
ME. KIRA AND 
| Î LOVE EACH 
OTHER / I 
DON'T «мечу 
| HOW OFTEN 
| THAT HAPPENS 
IN FAVS KIND 
OF PLACE... 


4. ВИТ BACK ON 





A MINUTE 


4 EELINGS. ~ 
"VE NEVER REALLY МАО 
Tit BEFORE -- NEVER 


CAN'T С 
WE HAVE THIS 
ONE NIGHT? | 
JUST ONE 
"WIGHT? 

Ё 7 == Е 
ST ONE | 
MOMENWT..? 4 


— 2 = 
THERE 1$ А DAZZLING, MIND- | 
WSMBING “25” | I 





x XANADU 1S REVEALED. | 


Б THEN HE HEARS THE STRAINS OF A FAMILIAR | XANADU SPREADS ITS WINGS LIKE SOME Vo 


MUSIC AND SONNY KNOWS © ме AND K/RA\ Ç © ұл. || GREAT GRACEFUL BIRO... 
[М | HAVE TRIUAPHED, HAVE BEATEN THE ма, — 一 一 
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j e here at the Marvel 
W Bullpen know as well 

` as anybody the magic 
that a well told illustrated 
story is capable of generat- 
ing. With Xanadu we had a 
great story to begin with. The 
hard part was in adapting it to 
a two-dimensional medium. 
And we think we've done a 
pretty good job of it. But 
i proud as we аге of what we've 
та айс AOE prre mn E ETE T e RE produced, how can we really 
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choreography, music апа act- 
inginacomic magazine? And 
even special effects aren’t 
as impressive оп paper as 
they would be on a 60-foot- 


wide screen. 
Ба аласы š am The magic of Xanadu, the 
Басса аны она film, lies іп the skills of the 
| E LE WU WAS. dedicated artists both in front 


of and behind the camera and 
it is their work that the fol- 
lowing section of the maga- 
zine highlights with articles, 
stills, and behind-the-scenes 
photos, all about this incred- 
ible collaboration of talents 
called Xanadu. Enjoy! 








On this page are reproduced early 
storyboards for the film's opening. 
Careful pre-planning like this, all 
along the line, makes the final prod- 
uct look effortless. 
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MAME 
BIOGRAPHIES OF THE STARS AND CREATORS 


By Scott Edelman 


OLIVIA NEWTON-JOHN 


(Kira) 


Can it really be possible that 
Xanadu is only Olivia Newton-John’s 
second film? Even though she made 
her movie musical debut just two 
years ago in Grease, with all of the 
awards she's won, it seems as if 
she's been making beautiful music 
forever. 

Olivia was born in Cambridge, 
England and raised in Melbourne, 
Australia. Both her father and grand- 
father are famous in their own fields 
—her father, as headmaster of 
Ormond College in Melbourne and 
her grandfather, Max Born, as winner 
of the Nobel Prize for Physics in 
1954. With such remarkable fore- 
bears as these, it isn't surprising 
that Olivia has become of of the 
entertainment world's super- 
successes. 

Olivia has been a dedicated per- 
former since gradeschool, where she 
and three girl friends formed a group, 
the Sol Four. She gave it up when it 
began to interfere with her School- 
work, but by then she had learned 
what she wanted to do with her life. 
Instead of attending college, Olivia 
decided that she would pursue her 
music career full-time. 

When she won a talent contest at 
the age of fifteen that had as its prize 
atrip to England, Olivia went and re- 
mained in England for two years. 
There she and Pat Carroll, another 
Australian girl, formed a duo and 
began to appear in cabarets and on 
BBC television. Even after her 
friend's visa expired, Olivia remained 
in England, recording her first single, 
her very personal version of Bob 
Dylan's If Not For You. И was to be 
but the first of many hits. In fact, her 
next single, Banks Of The Ohio, won 
her both an English Silver Disc and 
an American Gold Disc. 

Her international prominence 
grew, winning Olivia her first Gram- 
my as Best Country Vocalist in 1973 
for her song Let Me Be There. In 1974 
two more Grammys followed. In fact 
she has won eight American music 
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awards since 1974, garnering addi- 
tional honors from Billboard, Cash- 
box, Record World, the Academy of 
Country Music, the Country Music 
Association, ASCAP, AGVA, and 
many, many others. 

Some superstars find it difficult to 
combine heady stardom witha 
steady homelife. Not Olivia. She lives 
quietly in Malibu, California with a 
menagerie of six horses, four dogs, 
and two cats. As achild her love of 
animals was so great that she had 
considered becoming a veterinarian. 
Today her devotion to animals has 
led to her involvement in the fight to 
save endangered species. In fact, 
she once cancelled a Japanese con- 
cert tour to protest the killing of dol- 
phins by Japanese fishermen, and 





did not reschedule it until the Japa- 
nese government rectified the 
situation. 

After a sold out concert tour of the 
United States, highlighted by her ap- 
pearance at the New York City Metro- 
politan Opera House, Olivia began 
filming Grease, a movie that was to 
become the most successful musical 
film ever made. 

Grease has broken box office 
records world-wide, grossing over 
150 million dollars in internation- 
al rentals alone. Vincent Canby of 
The New York Times said that her 
performance as Sandy was ''very 
funny and utterly charming." The 
Grease soundtrack album was 
awarded multi-platinum honors, and 
Olivia's three releases from the film 





GENE KELLY 


(Danny McGuire) 


If you were asked to name the 
most famous movie musical dance 
numbers of all time, chances are they 
would feature Gene Kelly. Think of 
the sensual eroticism of his tradition- 
breaking seventeen minute ballet in 
An American in Paris, the wild exub- 
erance of his umbrella dance in 


were all certified gold and remained 
on the pop charts throughout 1978 — 
You're The One That! Want, Summer 
Nights, and Hopelessly Devoted To 
You. 

Olivia next went on a concert tour 
of Japan, Australia, and Europe, 
while she tried to decide what to do 
next with her new-found film career. 
It took two years of script-reading 
before she discovered a project that 
captured her imagination — the mus- 
ical-fantasy film, Xanadu. She im- 
mediately fell in love with the char- 
acter of Kira, and was captivated by 
the concept. 

In her first film a greaser — and in 
her second a goddess. Anything 
could be next for this blonde super- 
sensation! 





Singin' In The Rain, the childlike in- 
nocence of his animated fantasy 
duet with the Terrytoon mouse, lerry 
in Anchors Aweigh. 

Now, to this list, add Xanadu. 


Kelly was born in Pittsburgh, Penn- 
sylvania, where he and his brother, 
Fred, worked their way through col- 
lege playing amateur nights and tour- 
ing small nightclubs. Kelly quickly 
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built up a local reputation and began 
choreographing shows and teaching 
dancing classes. 


It wasn't until the summer of 1938 
that Kelly tried his luck on the Great 
White Way, and Broadway was very 
receptive. A role in Cole Porter's 
Leave It To Me was quickly followed 
by One For The Money and The Time 
Of Your Life. He provided the foot- 
work for Billy Rose's famed night- 
spot, the Diamond Horseshoe, and 
the show, Best Foot Forward. Then 
Kelly became a rea/ Broadway star in 
the Rodgers and Hart hit Pa/ Joey, 
and he was besieged by offers from 
Hollywood. 


Kelly started at the top — co-star- 
ring with Judy Garland in MGM's 
For Me And My Gal. For a while he 
was loaned out to other studios — 
Columbia Pictures for Cover Girl, 
Universal for Christmas Holiday — 
until MGM decided that he was too 
valuable a box office property. Kelly 
went on to make a total of twenty- 
eight films for MGM. 


Asatribute to Kelly's role in cre- 
ating some of the greatest film musi- 
cals ever made — On The Town, An 
American In Paris, It'S Always Fair 
Weather, Anchors Aweigh, Summer 
Stock, Singin' In The Rain, the list 
seems endless — in 1952, the Acad- 
emy of Motion Picture Arts and 
Sciences awarded him an Oscar “іп 
appreciation of his versatility as an 
actor, singer, director, and dancer; 
and specifically for his brilliant 
achievements in the art of chore- 
ography on film." 

But Kelly's talents never lay in his 
dancing feet alone. The versatile 
Kelly has starred in many dramatic 
and comedic films, like The Black 
Hand, Marjorie Morningstar, Inherit 
The Wind, What A Way To Go, Forty 
Carats, and the classic 1948 version 
of The Three Musketeers. He has 
proved his ability as a director of 
non-musical films with The Happy 
Road and The Tunnel Of Love, and 
later went on to direct Gigot, A Guide 
For The Married Man, The Cheyenne 
Social Club, and Hello, Dolly! Kelly 
co-narrated (with Fred Astaire) 
That's Entertainment, Part 11, for 
which he directed new sequences. 
He even made a return to Broadway, 
directing the smash hit, Flower 
Drum Song. 

Kelly's numerous television 
credits include P/ayhouse 90, Going 
My Way, The Funny Side, and count- 
less specials. 
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Hecently, Kelly has appeared live 
at Las Vegas' International! Hotel 
with his own show, Gene Kelly and 
His Wonderful World Of Girls, and at 
Resorts International in Atlantic City, 
thus proving himself to be a jack of 
all trades — and a master of all! 





Michael Beck. 


MICHAEL BECLK 


(Sonny) 


Beck tried out for his first acting 
role on adare. A friend kidded him 
into reading for the part of Tybalt in 
Romeo and Juliet at Millsap College, 
which Beck was attending on a foot- 
ball scholarship. Beck got the part — 
and football's loss has become the 
cinema's gain. Michael Beck has 
since proven himself to be one of 
America's most gifted young actors. 

Beck was born in Memphis, Tenn- 
essee and raised, with his eight sib- 
lings, on a farm across the Mississip- 
pi at Horseshoe Lake, Arkansas. 

Lance Goss, head of the Drama 
Department at Millsap College in 


LAWRENCE GORDON 


(Producer) 


Lawrence Gordon began his career 
in show business working with tele- 
vision producer Aaron Spelling on 
Burke's Law, the detective hit of the 
early sixties. Gordon then joined 
ABC television as head of West 
Coast Talent Development, after- 
wards moving to Screen Gems (now 
Columbia Pictures Television) where 
he became a vice president and 
worked on developing many new pro- 
jects. One of these was Brian's Song, 
the popular and highly acclaimed 


Jackson, Mississippi, encouraged 
Michael to pursue acting as a career 
and urged him to study in England. 
Beck took his advice and enrolled in 
London's Central School of Speech 
and Drama in 1971, where ne eventu- 
ally lost his Southern accent. After 
three years of training, Beck then 
spent two more years in England per- 
forming with an assortment of reper- 
tory companies. 

After half a decade in Europe, 
Beck returned home, and in less than 
five weeks found that he not only had 
an agent, but also a leading role in 
Madman, an independent film which 
was being shot in Israel during the 
spring of 1977. Beck returned to New 
York, where he was almost immedi- 


film which featured James Caan and 
Billy Dee Williams. 

Gordon then became Vice Presi- 
dent in Charge of World-Wide Pro- 
duction at American International 
Pictures, a position created there for 
him. The movies Dillinger and Heavy 
Traffic were among his successes 
there. 

Three years later, he struck out on 
his own, forming Lawrence Gordon 
Productions, Inc. His new company's 


first film was Hard Times,and was fol- 


lowed by Rolling Thunder, The Driver, 
The End, Hooper, and The Warriors. 
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Producer La wrence Gordon, Olivia Newton-John and Co-Producer Joel Silver. 


ately cast in the television mini- 
series Holocaust. So he was off to 
Europe again, this time for thirteen 
weeks shooting in Austria. 

Beck finally got his chance to stay 
in the states for awhile when director 
Walter Hill and producer Lawrence 
Gordon cast him as the lead in The 
Warriors, where he delivered a dyna- 
mite performance in the controversi- 
al film. After appearing in Mayflower: 
The Pilgrim Adventure, a 1979 CBS- 
TV movie, with Anthony Hopkins, 
Beck was tapped for the romantic 
lead in Xanadu, his first musical role, 
but definitely destined not to be his 
last. 

And to think it all started with a 
dare. 





JOEL SILVER 


(Co-Producer) 


After working as assistant to 
Lawrence Gordon on The End and 
Hooper, Joel Silver acted as associ- 
ate producer on The Warriors. 

Silver next worked at Universal Pic- 
tures, where he became the execu- 
tive in charge of Smokey And The 
Bandit II starring Burt Reynolds, 
Jackie Gleason and Sally Field, and 
The Incredible Shrinking Woman 
starring Lily Tomlin. 

Silver is an old Technicolor movie 
musicals buff, and Xanadu is his 
loving tribute to them. 
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LEE KRAMER 


(Executive Producer) 

Lee Kramer is not only a top-flight 
producer, but he has also farmed in 
Israel and Africa, is a full partner in 
the largest footwear supplier in Eur- 


оре, has гип an antique jewelry store, 


has managed the career of Olivia 
Newton-John for the past five years, 
and has his own production 
company, L. K. Productions. Whew! 
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Kramer has produced several of 
Olivia Newton-John's television 
specials, including Hollywood 
Nights for ABC-TV, which aired on 
this year's Oscar night. 

No stranger to the world of Marvel 
Comics, Kramer is deeply involved in 
the production plans of the feature 
film version of The Silver Surfer, 
which is to begin shooting in 
early 1981. 


Xanadu's Executive Producer, Lee Kramer 
(center, flanked by composer John Farrar and 
Michael Beck), is now hard at work on the film 
version of The Silver Surfer. 





Director Robert Greenwald checks the 
camera angle during Xanadu’s filming. 


ROBERT GREENWALD 
(Director) 

Robert Greenwald is anative New 
Yorker who worked on more than 
thirty off-Broadway shows before 
coming to the attention of producer 
David Merrick, who hired him as 
assistant general manager. His work 
East netted him an offer to run the 
newly created play program at the 
Mark Taper Forum of The Los 
Angeles Music Center, where he di- 
rected twelve productions in under 
three years. One of these, Me And 
Bessie, was so successful a musical 
that it moved to Broadway for a year- 
and-a-half run. On Broadway he also 
directed Billy Dee Williams in / Have 
A Dream. 

While at the Music Center, Green- 
wald became interested in film and 
with Frank von Zerneck started 
Moonlight Productions. Over the 
next three years he produced or di- 
rected fifteen specials, pilots, and 
movies for television, among them 
Twenty Hours At Munich, starring 
William Holden. 

The three movies Greenwald di- 
rected for television were all well- 
received: Katie: Portrait Of A Cen- 
terfold; Sharon: Portrait Of A Mis- 
tress; and Flatbed Annie & 
Sweetpie: Lady Truckers. 

Robert Greenwald is making his 
feature film directorial debut on 
Xanadu. 
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Xanadu’s spectacular cinematography. 


Victor J. Kemper, responsible for 






VICTOR J. KEMPER 
(Cinematographer) 

Victor Kemper is a veteran cinema- 
tographer with areputation for per- 
fection. Among his credits are The 
Last Of The Red Hot Lovers, The Re- 
incarnation of Peter Proud, ...And 
Justice For All, Shamus, Oh, God!, 
The Last Tycoon, Magic, and Dog 
Day Afternoon. 
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By Dan Fingeroth _ 


There is a star in Xanadu who 
doesn't get billing along with Olivia 
Newton-John, Gene Kelly, and 
Michael Beck. This star is actually 
more of a “what” than a “who” and 
is, of course, the barrage of special 
effects which give this fantastic fea- 
ture its magical, unearthly character 
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and makes it the unique film experi- 
ence it is. For Xanadu is a musical 
that is uniquely of the movies, influ- 
enced by the best of past and 
present genres. On the one hand, itis 
the modern-day descendant of the 
wonderful old Busby Berkeley musi- 
cals of the '30s and 40s where the 


“impossible” was portrayed with so 
casual an air as to make its presen- 
tation doubly stunning, in which 
Berkeley created choreographies 
which existed only on film — which 
could never have been presented ina 
live setting. 

The other side of Xanadu’s family 








MAGIC 


Mit SPECIAL EFFECTS STORY 


tree belongs to the technologically 
super-advanced cinema of the 605 
and 705 beginning with 2001 апа 
continuing through Star Wars, 
Superman, and Star Trek. Xanadu is 
no space opera nor is it a disaster 
film, though it is closely related to 
both genres, especially — through its 





Olivia and the other muses change costumes in a flash of light- 
energy. The lighting effects are composed of many animated elements. 


combinations of real and imagined 
events — to the latter. Xanadu is 
more of what you might call a cele- 
bration film. It leaves you singing, 
whistling, snapping your fingers and 
feeling hopeful about tomorrow, 
waiting for your own muse to 
descend on cue. All the elements — 


the stars, the story, the music, the 
dance, and the effects — combine to 
treat your senses and lift your spirits. 
And if you're the curious type, you 
might be just a wee bit interested in 
how those effects came about. You 
might even be surprised to learn that, 
in the midst of all the obviously 
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В. Greenberg Associates’ animation director Кеп Stytzer and cameraman John Lindahl shooting 
опе of Xanadu's special effects sequences on the computerized animation stand. 
Б 
Photo by Rudolph Janu 
ative end, and his brother, Bob, who 
is more involved with the firm’s day 4 
to day business affairs) and their vers ; 24 & 
small but dedicated staff, have just ies m ove 
doubled the size of their quarters in on = 1 N 
this venerable Manhattan otfice — 
building. The other tenants go about = | 13 ' 
their humdrum office routines, little "КЕ 
aware of the creative energy and QM 
craziness that pulsate through their 
neighbor's quarters. The high-ceil- 
inged studios are painted a startling 3 
white that is anything but sterile 
looking. The offices have a friendly 
yet no-nonsense look, giving a visitor 2 
the accurate impression that the Ш47:е 
Joel Hynek, the Greenbergs’ optical photog- Greenbergs haven't even had time to 445; “ы 
гард director, at work on the optical printer, а enjoy their new space and equipment AYA r 
evice which combines matted shots and сге- اس‎ : j T | 
Маз елесін ос such an Месе barnes, because of super-tight deadlines. А = 
accelerated motion and certain fades and Although everyone there was most : NIE 
dissolves. generous with his time, none of it LAY 
was wasted for, even as we spoke BD 
unreal effects — a lot of things you with one person, everyone else kept 
thought were photographed from their nose to whatever grindstone (Or 
reality were also the result of techni- editing bench) they were supposed 
cal tom-foolery. to be at. One lucky individual, : 
We went to the newly-expanded animation director Ken Stytzer, 
offices of R. Greenberg Associates was able to punch a program onto a 
on New York's Madison Avenue to computerized animation stand and q1* * 

Ë А " Ls Vw Ж) 
meet the wizards behind Xanadu's chat while the device went about its aPN- Tr 
special brand of magic. Why, you job in a most eerie manner, raising AE x. 

> Tuy а o A - à 
may wonder, did а Hollywood-based апа lowering its camera anywhere ата | 
project like Xanadu choose East from four to eleven feet in height, КА, 


coast special effects people? Easy. clicking off frames, and moving 

They wanted the best. And with the again like a creature possessed of its 

Greenbergs — whose credits include own will. 

the breathtaking titles for Superman In the course of our visit, we 

—the Movie, Al! That Jazz, Alien, and learned that Xanadu's special effects 

the upcoming F/ash Gordon — they may be roughly broken into two cate- 

got them! gories. First, there are the more ; ' ; 
Тһе Greenbergs (Richard, who traditional effects whose intent is to d IDA не анаи 


handles much of the company's сге- convince an audience that some- scoping (faithfully tracing a real-life image) 
46 and bottom lit animation. 











Robert and Richard Greenberg, the wizards behind Xanadu's array of special effects. 
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One ої Xanadu's Startling 
scene transition devices. 








Photo by Gerhard Gscheidle 
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A muse comes to life while her sisters remain painted backgrounds. 


thing fake is real. (For instance, the 
dead-end wall on which the mural of 
the muses is painted does not,in real 
life,standin that spot. The wall was 
optically inserted into the middle of a 
street that actually goes on for many 
blocks beyond.) This is trickery in the 
tradition of, say, The Sting, which, 
using mattes and miniatures, recre- 
ated the Chicago of the 1930s. 

Then there is the other variety of 
effects whose aim itis to dazzle, to 
boldy announce to you that ТӨП re 
being fooled, and qoes ahead and 
draws you into the fantasy in spite of 
your knowledge. This — as you know 

if you've seen the film — is the 
predominant type of effect used in 
Xanadu, with the muses glowing and 
transforming themselves into beams 
of light; scenes slivering, tearing, 
and shimmering into other scenes; 
even non-magical Gene Keily becom- 
ing a swirl of green (Kelly green?) 
light and more. Both hidden and self- 
proclaiming effects are used In 
Xanadu and both require extraordi- 
nary amounts of painstaking effort 
to produce. 

All of Xanadu's spectacular 
effects are the products of the К 
imaginations of the Greenbergs, 
their staff, and their associates, in Michael Beck trapped by a special 
combination with the creative use of effects force-field in heaven. 
three filmmaker's tools: the anima- 
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tion stand, the optical printer, and 
the blue-screen matte system. These, 
aided by computers which facilitate 
the execution of such exacting, 
repetitive work, are what give us the 
final product on the screen. (If tech- 
nological јагдоп tends to intimidate 
you, just keep this in mind while you 
read about how the special effects 
Were created: That ascomplex as an 
effect may appear on the screen, 
each element contributing to that 
complexity is as simple as possible 
in concept, if not in execution. What 
we finally see is the result of nearly 
perfect manipulation and combina- 
tion of all these simple elements. The 
results of such combinations can be 
mind-boggling, but simplicity is the 
key to the achievement of complexity, 
for film is a child of a technologically 
simpler era (the late 19th century) 
апа the complexities that comprise 
the effects can still only be filmed 
one frame at atime. When we talk 
about opticals, computers, and inno- 
vative animation techniques, keeping 
allthis in mind can help clarify 


things.) 


The animation stand is used to 
create the glowing, moving light 
effects such as the shimmer that sur- 
rounds the muses and into which 
the muses transform. These move- 
ments are different from ordinary 
cartoon animation which uses “cels” 
(transparent acetate sheets upon 
which are inked and painted figures 
in progressive stages of movement) 
in combination with relatively sta- 
tionary backgrounds to create an il- 
lusion of “real” motion. “We dont 
use any traditional ce! animation 
whatsoever,” says Bob Greenberg. 
“We use а combination ої bottom lit 
graphics, and computerized moves 
combined with live background 
scenes. Bottom lit graphics is just 
using the animation stand in a differ- 
ent way than full cel animation, 
which is top lit. Bottom lit means that 
the light is coming from below the 
artwork, which might be as little as a 
pin-hole or a line in an opaque sheet 
of paper, and you're using gels, koda- 
liths, transparencies to alter the 


The muses' simple-looking glows are actually the result of careful combination of many animated layers. 


nature of the light.” In Xanadu, this 
bottom lit artwork is used in con- 
junction with live action, and itis this 
bottom lighting technique which ac- 
counts for the unique glowing quality 
of the film's effects. Also, instead of 
all the action being composed at one 
time on the animation stand, the 
animation here may be constructed 
of many elements from many 
sources. This necessitates separate 
artwork and separate shots for each 
component of an effect. The parts of 
the effect are combined on an optical 
printer and the printer is then used 
again to combine the effects with the 
live action they areto enhance. 

“The camera is really where the 
movement takes place as opposed 
to the artwork,” continues Green- 
berg. "So the artwork may Бе just 
one element orit may be a tremen- 
dous number of elements but what's 
happening is there's an enormous 
amount of complexity going on, and 
it’s in the camera itself so that the 
camera may be taking five frames, 
capping, and going back. We're layer- 
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ing images onto film. We're continu- 
ously going back and forth within the 
same frame... The control you have, 
to do things in-camera, to go contin- 
uously back-and-forth on the same 
frame isn't really exploited іп cel ani- 
mation, which is more or less 
straightforward camera shooting. 
The complexity there is in the plan- 
ning, the drawing, the inking, and the 
painting." 


Mattes are a very interesting and 
vital part of the special effects pro- 
cess. They have been used, in one 
form or another, from the first days 
of cinema to their incredibly sophis- 
ticated present-day version. A matte 
is used when a filmmaker wants to 
combine two separate elements that 
are not found in one place or to con- 
ceal an area of the frame he doesn't 


The "come-alive" wall sequence: 1) Street upon 
which painting was matted. 2) Wall-painted 
background over which the individual paintings 
of the muses will be placed. 3) Single muse 
against blue-screen background. 4) Black core 
matte of muse which will hold back light from 
area of the frame where the painted (or, later, 
live) muse will appear. 5) Black core matte of all 
the muses. 6) Muses alone against a field guide 
used in the optical printer to assure matting 
accuracy. 7) Wall painting with three of the 
muses laid over it. 8) Muse leaves painting and 
enters street. 


want the camera to see. It's what 
enables optical effects to work as 
composite shots and not appear 
simply as double-exposures or some 
other type of mistake. A matte will 
block out the extraneous details in a 
shot so that only the element desired 
will be exposed on the film, and the 
rest of the frame will remain un- 
touched by light for that particular 
moment. 

Some of the most complex matting 
is done in the sequence near the 
film's beginning where the muses on 
the wall painting come to life. If you 
think it was tough to do, you're right. 
"What we did,” related Richard 
Greenberg, who actually designed 
and oversaw the shooting of many of 
the sequences involving the more 
complex effects, “was photograph 
each girl separately against a blue 
background." (This process is known 
as blue-screen matting and is the 
standard matting procedure when a 
situation calls for making people or 
objects seem to move across — as 
opposed to adjacent to — a given 
background when the scene is im- 
possible to shoot “іп nature.") "You 
make sure that they're not wearing 
any blue. And then the blue will drop 
away through color separation and 
you're left with just the woman 














appear as natural as would that of 
any object rounding the tree. In ihe 
words of Ken Siytzer. We busted 
our brains on that one!’ 

Okay, so now you know a little 
about how everybody appeared and 
disappeared, got to glowing ага 
spinning, but пеге s апе effect 
that probably had you fooled ali 
along, one of ihose vid-fashioned 
effects we mentioned вагине 
spruced up, of course, witi modern 
ingredients. It invoives Xanadu, ine 
club itself the hall's exieriorisn’ia 
papier-máché mock-up ou a back lot. 
No, it's a real buiiaging. the Fai 
Pacific Auditorium in Los Angeies, а 
1940s art deco classic, now abai- 
doned. You might guess (па the pro 
ducers had to do a iot of work tu glitz 
it up, rights Wrong ~ weil. sori of. 
They did do a lot of work but noi Ui 
the building itsell. if you go to tite 
Pan-Pacific today. you il 55e ihe 
same wreck that Sonny hitched a ride 
to. How was ine ienovatiioni Gone? 
According to Siyizer. Tihe buiiding 
was shot onto live-action ини. From 
that clip, we took the negative and 


Glow effect replaces cut-outs with real dancers in Fiorucci scene. | P: 
made a huge color print and пон, the 





without any background. Then each 
one of those dancers was recom- 
bined with the inserted background. 
In other words, we took the dance 
sequence and were able to deal with 
each dancer as a separate element, 
actually build up a choreography that 
didn't exist in the original photog- 
raphy because we were able to 
change where one thing came in as 
opposed to another. Then, after they 
had been recombined, we projected 
their images life-size onto a wall, and 
painted the mural from the projection 
.it was a very, very tedious 

process." The mural was then The Auditorium before... 
optically combined with the live 
dancers who seemed to, one by one, 
come to life, and with the glows that 
surrounded the muses as they began 
to move and dance. 
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Another care-laden special effect 
of note is in the scene where Kira 
first sets out after Sonny in the park. 
At one point in her chase she (or 
rather,the flash of light which repre- 
sents her) rounds a tree, a simple- 
looking maneuver. But — in case 
you've never tried — it’s incredibly 
difficult, from an aesthetic point of 
view, to do such an off-axis move- ш 
ment when mixed with live-action. апа after its transformation into Xanadu. 
The path of the bending light must 








-which lifts off the platform... 


print, the Xanadu building was con- 
structed by airbrush and retouching, 
getting rid of all the cracks and crev- 
ices, removing extraneous back- 
ground details, and putting in addi- 
tional pieces of architecture. And 
then from that atransparency was 
made, and from the transparency, 
various segments of that building 
were broken down and effects cre- 
ated,” the most striking being the 


pulsing neon trim added with bottom- 


lit animation tricks. When live action 
—such as Sonny and Kira dancing in 
front of the building 一 was called 
for, it was simply (or not so simply) 
blue-screened and optically placed іп 
front of the “imaginary” renovation. 

Апа, going from the sublime to the 
ridiculously simple, in the final 
scenes of the muses again trans- 
mogrifying into streaks of light, all 
the movie makers had to do to 
achieve the ladies’ physical disap- 
pearance was stop the camera, yell 
“Muses off the set!" and start the 
film rolling again, leaving Kira there 
all by herself. It’s surprising anybody 
remembered how to do anything that 
simple. (The shot was later compli- 
cated onthe optical bench with 
tricky dissolves and animated light- 
ing effects but it would've been im- 
possible without this Simple 
foundation). 


But before the efíects,the music, 
the costumes... before anything at all 
appears on your screen, there is an 
inspiration, a creative spark which 
demands to be broughtao life. As 
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Ken Stytzer says, "You have an idea 
of what it should look like — and you 
just go ahead and do it." That could 
be the motto of the entire Greenberg 
organization, and, for that matter, of 
Xanadu itself. And who knows, 
maybe it was even inspired by one 
very special gal — the muse of 
special effects herself. 


4S Olivia is surrounded by an animated glow... 


и 





-and prepares for her own lift-off. 
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If Xanadu or this article whetted your appe- 
tite for a more in-depth study of the film’s 
special effects, then you're in luck. The Green- 
bergs themselves are writing an article on that 
very topic which will tell, in their own words, 
just what went into the creation of Xanadu's 
amazing visuals. Their piece will appear in the 
August issue of American Cinematographer. 
Don’t miss it. 一 DEF 








By Dan Fingeroth 


There are 3,048 frames in Xanadu’s 
fully animated Don't Walk Away se- 
quence and each one is a work of art 
in itself. When you realize that all 
those frames go by ina little over two 
minutes, you begin to appreciate the 
fascination — and occasional frus- 
tration — that animation holds for its 
practicioners. Xanadu is loaded with 
animated special effects (as des- 
cribed elsewhere in this magazine) 
but only in this short section is full 
cel animation utilized. We're not 
seeing reality combined with ani- 
mated effects but areal honest-to- 
Walt cartoon. 


This fully animated sequence be- 
comes as integral a part of the film 
as the live-action sequences and it 
establishes, in a way that no "real" 
action could, Sonny and Kira's love. 
In the winding course of the car- 
toon, the two change from their 
human forms into fireworks, fish, 
birds, a whirlwind and dixie- 
dust and yet somehow retain their 
own distinct personalities in each 
guise. The unifying theme of Sonny 


Animation Director Don Bluth (left) and Special 
Effects Animator Dorse Lampher discuss the 
animation’s underwater effects. 
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constantly in pursuit of the uncatch- 
able Kira, yet never giving up his 
dream no matter where the chase 
may lead is stated throughout. And in 
the end, his persistence is rewarded, 
a subtle foreshadowing of the ending 
of the larger film. 

The animated sequence incorpo- 
rates the sparkling look of the live 
sections’ special effects to duplicate 
their magical feeling. The visual 
theme of characters constantly 
changing from one form into another 
and traveling from one exotic locale 
to another in a swirl of glitzy glitter 
is also picked up and amplified in 
this fantasy-within-a-fantasy. And 
every movement of the animation is 
perfectly synched-up to the rhythms 
of Don't Walk Away, so that the car- 
toon is not just artistically stunning 
but is also a remarkable achievement 
in the animator's craft, for the music 
was not adapted to the visuals as is 
usually the case in cartoons. Instead, 
the action was pre-planned to the 
frame to bring to life the emotions 
conjured up by the lyrics, melody, 


tempo and arrangement of the music. 





Sonny (top) and Kira as highly recognizable 





animated fish. 


N-ATANIAY 


When Xanadu's producers decided 
they wanted one section of their film 
to go through the fantasy/reality 
world they had created into one of 
pure illusion, they took their idea to 
Don Bluth Productions where Bluth 
himself (who directed and did the 
story-boarding), Dorse Lampher (who 
created the animation's special- 
effects), and Gary Goldman and Fred 
Craig (who supervised the actual 
shooting of the segment) gave them 
a final product they could all be 
proud of. Bluth Productions, only in 
existence since last September, is 
made up of some of Hollywood’s 
most highly regarded animators and, 
in this short time, has already pro- 
duced the animated featurette called 
Banjo the Woodpile Cat and are at 
work (in association with Aurora Pro- 
ductions) on an animated feature, 
Mrs. Frisby and the Rats of NIMH, 
based on the 1973 Newberry Award- 
winning book. The Bluth organization 
came up with their knockout interpre- 
tation of Don't Walk Away and in so 
doing made the love story of Sonny 
and Kira that much richer for all of us. 


Animation Camera Operator Charles Warren (left) and 


Directing Animator Gary Goldman double check expos. 


ure sequence of the underwaier scene. 


Special Effects Inking Artist Virginia 
Lewis at work. 





The Battle of the Bands ex- 
plodes into joyous celebration. 


By Martin A. Jackson 





Tw generations roll along, new 
faces and new styles replace the old, 
but some very special forms of music 


go on forever. | 
American swing and big band 


tunes seem as fresh today as they 
were when Franklin Roosevelt sat in 
the White House and newspapers 
cost three cents. People still dance 
to the music of Glenn Miller and 
sway to the best of Benny 
Goodman's matchless ensemble. 

The music of the 1980s — rock, 
disco, New Wave — comes froma 
more frenetic time, a less mellow 
place. Is it possible for these two 
very different styles to meet on 
common ground? Can the dance riffs 
of the '40s find a kinship with the 
electric rock of the "805? In Xanadu 
they can. And do. 

Xanadu is a movie about dancing, 
about music, about two generations 
of songs that, thanks to the skills 
of its superior cast and crew, magic- 
ally prove how timeless good music 
really is. Olivia Newton-John, Gene 
Kelly and Michael Beck are remark- 
ably talented performers. And 
behind the scenes are the no-less- 
talented composers, chor- 
eographers and craftspeople who 
brought a world to pulsing, colorful, 
fun-filled life. Xanadu is a musical 
dream, a film fantasy presented with 
all the verve that has long made 
Hollywood a synonym for enchant- 
ment. Producer Lawrence Gordon 
and co-producer Joel Silver assem- 
bled a cast that worked together 
harmoniously and, together with 
director Robert Greenwald, created a 
musical that ranks with the best from 
Hollywood's Golden Age. 


In Xanadu, Ms. Newton-John is 
given a difficult assignment — she 
plays Kira, one of the Greek muses 
who visits this mortal plane to grant 
the wishes of two men. One of them 
is Sonny Malone, played by Michael 
Beck — a contemporary youth on the 
fringes of show business. His job is 
painting billboards, reproducing 
record album covers for advertising 
on a grand scale. He feels unsat- 
isfied, yearns for something more 
from life, wonders if there even /s 
more. The lovely muse, Kira, 
brings him the possibility of love, of 
fulfillment, of dreams made real. 

The other is Danny McGuire (Gene 


Kelly), a successful, retired business- 


man who longs to return to those 
happy times back in the '40s when he 
was a jazz musician, owned a small 


nightclub, and felt like he owned the 
world. An impossible dream, of 
course. So the discontented McGuire 
plays his clarinet on a lonely beach 
and spins his tales for the dubious 
benefit of a generation that cares 
little about the age when Swing was 
King. Then he meets the ravishing 
Kira, who embodies the dreams of 
his youth and, more, has the power 
to make his dreams, as well as Son- 
ny's, come true. And it is this time- 
less myth of a muse and those she 
touches that inspired the music and 
dance of Xanadu. 


Two major contemporary com- 
posers, John Farrar and Jeff Lynne, 
shared the musical chores on Xana- 
du. Farrar, who has been Olivia New- 
ton-John's record producer since 
1970, has also written some of her 
biggest hits, including the Oscar- 
nominated, certified platinum single 
Hopelessly Devoted To You and 
You're The One That I Want from 
Grease. Now he has penned five orig- 
inal compositions for Xanadu. 

For Farrar, the road to Hollywood 
began in Australia when, as a twelve- 
year-old, he began studying guitar. 
By the time he was 19, Farrar and his 
group, The Strangers, were the fea- 
tured house band on The Go Show, 
Melbourne's version of American 
Bandstand, providing backup and 
arrangements for guest artists. It 
was there that he met Olivia Newton- 
John. 


In 1970, Farrar and his wife, Pat 
Carroll (who once sang with 
Olivia in England as part of the duo, 
Pat and Olivia) moved to England. 
There, Farrar helped form the trio, 
Marvin, Welch and Farrar and co- 
produced their first album. 

John and Bruce Welch also co- 
produced Newton-John's first record. 
Their first single, a Bob Dylan tune, 
If Not For You, was a hit in the U.S. 
and England in 1971. Farrar began 
producing Olivia's records on his 
own in 72, where his steady hand in 
the production booth led /f You Love 
Me, Let Me Know to certified plati- 
num. Farrar received a Grammy as 
producer of / Honestly Love You. 


The successes continued. The 
albums Have You Never Been Mellow 
and the Grease soundtrack each 
went multi-platinum. Certified plati- 
num were the albums Clearly Love, 
Come On Over, Olivia Newton-John's 
Greatest Hits and Totally Hot. 

Farrar moved to Los Angeles in 
1977, after having toured the States 
with Olivia the previous year. Apart 
from writing and producing some five 
original songs for Xanadu — Magic, 
Suddenly, Dancin', Suspended In 
Time and Whenever You're Away 
From Me, as well as some striking in- 
cidental music for the film, Farrar 
has also written and produced his 
own solo album as a songwriter/per- 
former, scheduled for release by CBS 
Records this year. 


一、 The cover of the | 

= Nine Sisters rec- 

73 ord album with 

Olivia Newton- 

John as the aura- 
shrouded Kira. 








John is becoming increasingly in- 
terested in the film world which he 
finds exciting and challenging. 
“Working on Xanadu was a frantic 
experience," said Farrar. “Тһе music 
guided the plot. l'd meet with the pro- 
ducer and choreographer and they'd 
tell me what they had in mind, and 
then Га write a song for it. Everything 
had to amplify the story, of course." 
For instance, the muse Kira's efforts 
to return to earth are concluded 
ав Newton-John sings, Suspended In 
Time. "I think | like Suddenly most," 
Farrar said. "Olivia and Michael 
skating through the deserted recorc- 
ing studio with lots of special ef- 
fects. It came out very well." And 
Farrar, not surprisingly, echoes the 
admiration everyone who worked on 
the film seems to feel for Newton- 
John, "She just gets more profes- 
sional each time.” 

But there is more to Xanadu's 
music than Farrar's melodies. 

This is a film musical with all the 
sparkle of the classic Hollywood 
show spectaculars. Sharing the 
musical honors with Farrar is one of 
the very big names of modern pop- 
ular music: Jeff Lynne, the engine 
that drives that unforgettable rock 
group, The Electric Light Orchestra. 


Co-choreographer Kenny 
Ortega and Olivia~ run 
through a dance routine. 


Olivia and the muses put on a once-in-a-lifetime show for the opening night crowd at Xanadu. 





KENNY ORTEGA 
(Co-choreographer) 

Kenny Ortega entered the world of 
dance at age four, studying tap, jazz, 
ballet, acrobatics, and flamenco. 
While still in his teens, Ortega joined 
the San Francisco company of Hair. 
He has choreographed many musi- 
cals for the stage, including local 
productions of Mame and Finian' 5 
Rainbow, which һе also directed. 


Ortega is a rock 'n' roll dance 

. specialist who found his niche in life 
when he met The Tubes, a rock group 
featured in Xanadu, and spent three 
years staging their act and perform- 
ing with them. He worked with Toni 
Basil, the Rock 'N' Roll Dance Queen, 
who asked him to direct her show, 
Follies Bizarre, : and eventually did 
choreography for Cher, Raquel 
Welch, Bette Midler, Ethel Merman, 
and Kiss. | 


Ortega's first film was The Rose, 
on which he acted as assistant 
choreog rapher to Toni Basil for the 
rock sequences. Xanadu is not the 
` first time he has worked with Olivia 

_ Newton-John. Не choreographed her 
numbers in her recent television 
— Hollywood Nights. 


Lynne, born in Birmingham, Eng- 
land in 1947, got his professional 
Start in the legendary 1960s, working 
with local bands in the clubs and cel- 
lars of that industrial town. It was, of 
course, the day of the Beatles, the 
Stones and half a hundred other 
bands that heiped make Britain the 
home of anew musical culture. In 
1968 Lynne made his first record with 
a group called The Idle Race and іп 
1970 joined The Move, a major band 
of the day. The leader of The Move 
was Roy Wood, who along with drum- 
mer Bev Bevan and Lynne, formed a 
new group called The Electric Light 
Orchestra. 

ELO, as Ц quickly became 
known, had some new ideas, often 
inspired by Lynne. Why, he asked, 
shouldn't a band give a show as well 
as play music? Not just a few cos- 
tumes and weak jokes, but a full 
blown all-electric killer of a stage per- 
formance that would fill the audi- 
torium with lights, sound, special ef- 
fects and, of course, top flight music. 

1972 was the real birth date of ELO 
in the United States. Their first big 
hit, based with considerable nerve on 
Beethoven's Fifth Symphony by way 


it's done. 
JERRY TRENT 
(Co-choreographer) 

Jerry Trent was born in Danville, 
Illinois, where he began tap and 
acrobatic lessons at the age of 
seven. He soon added ballet and jazz 
classes. 

` Trent came to New York and made 


his stage debut in West Side Story at 


the Paper Mill Playhouse, followed 
by Camelot on Broadway. He danced 
numerous times on live television, 
including performances on The Bell 
Telephone Hour and The Ed Sullivan 
Show. 
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ПЫ Jerry Trent (left) and his assistant, Bob Thompson, ‘show Olivia and Co. how 





Trent went west to Los Angeles 
and soon found himself dancing in 
such films as Sweet Charity, Hello 
Dolly!, Funny Lady, They Shoot 
Horses, Don't They? and Mame. 


Feeling limited as solely a dancer, 
Trent decided to move on to chore- 
ography. He assisted Onna White on 
Pete's Dragon, Marc Breaux on Sex- 
tette, and Michael Kidd on Movie, 
Movie. He has also worked with Joey 
Heatherton, Bert Convy, and Ginger 
Rogers as assistant choreographer 
on their night club acts. 


Olivia and Gene dance to Whenever You're Away From Ma. 


of Chuck Berry's rock 'n' roll classic, 
Roll Over Beethoven, pushed ELO to 
the top of the charts and the heights 
of audience popularity. They fol- 
lowed up in the next few years with 
Strange Magic, Evil Woman, and 
Telephone Line, songs that remain 
classics to this day. The gold and 
platinum albums by ELO emerged in 
a steady stream during the 1970s, 


and Jeff Lynne, lead vocalist and gui- 
tarist for the group, joined the ranks 
of super-stars. Fans still remember 
the epochal 1978 North American 
tour, during which ELO rolled out a 
space ship on stage, shooting smoke 
and fire and revealing the band work- 
ing away in the nose cone. It was the 
sort of razzle-dazzle that makes ELO 
a theatrical experience. 
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In Xanadu, his first movie assign- 
ment, Lynne takes his experience 
with ELO and applies it to the screen. 
What emerges will shake the 
theatres and leave the audiences 
roaring for more. Just as ELO,a 
world class rock band, is morethana 
musical group, so too Lynne's music 
for Xanadu is more than just rock... 

i! isa total experience. The title tune, 
Xanadu, is Lynne's work, as are four 
other songs: /'m Alive, Don't Walk 
Away, The Fall and All Over The 
World. 

The combination of Farrar's more 
romantic, mainstream melodies and 
Lynne's hard-driving, eye-popping 
rhythms will offer something to every 
movie-goer. Their virtuoso score 
makes Xanadu a musical extravagan- 
za from opening credits, through the 
sensational Battle of the Bands, to 
the spectacular finale. 

Magic is the keyword in Xanadu. 
Early in the film “һе nine muses 一 
sister goddesses of learning and the 
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arts in Greek mythology — magically 
step out of a painted mural, to the 
soaring beat of Jeff Lynne's I'm 
Alive. It is a full scale ELO-style pro- 
duction, and we watch enthralled as 
the muse Kira takes mortal form, an 
embodiment of timeless beauty, and 
begins her mission on Earth. Kira 
and Sonny meet in a lovely fleeting 
moment. Kira pauses to kiss the 
young man, and then disappears. He 
finds her again in a deserted audi- 
torium, and the two share the magic 
of new love їо the music of Magic, 

a Farrar composition. 


The story reaches its climax in the 
newly created nightclub called 
Xanadu. Gene Kelly's wish for a 
1940s nightclub complete with big 
band and Michael Beck's vision of an 
electrified rock palace are both real- 
ized in one magical club where 
dreams come true. Kira grants both 
of them their wishes and the audi- 
ence is treated to a lavish finale. 


Michael, Gene, and Olivia camp it up at a clothing boutique. 


Kenny Ortega is one of Xanadu's 
choreographers, and the man largely 
responsible for this lavishness. He, 
too, has happy memories of Olivia 
Newton-John. "She was an angel to 
work with," says Ortega, who still 
chuckles, months after the film was 
done, at the sheer enjoyment of 
making Xanadu. 

"| don't think people realize how 
good Olivia Newton-John is," he 
said, "she's very trusting, she learns 
quickly." 

Jerry Trent, co-choreographer for 
the film, marvelled at Newton-John's 
quickness and her willingness to 
learn the intricate dance routines. 
"She's alady all the way,” said Trent, 
who helped teach both Olivia and co- 
star Michael Beck how to move for 
the cameras. Neither Beck nor Olivia 
are trained dancers but, added to 
Olivia's natural good humor (some- 
thing that everyone connected with 
the movie seemed to remember) was 
Beck's natural athletic skill. "They 
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wanted us to use doubles,” Trent 
said, "but | said no. Even though 
Olivia and Michael had never skated 


before, we went ahead with them live. 


We wanted to catch that feeling of 
innocence, and that's something a 
slick professional double would have 
lost for us." 

Thereal test for Ortega, though, 
came with the eye-filling Battle of the 
Bands, where the 1940s and the 
1980s are put on display and ulti- 
mately joined. Literally joined — the 
two stages, one with a tuxedo-clad 
swing band and girl singers, the 
other with the neon and glitter rock 
band The Tubes, with their electronic 
dazzle, are slowly slid together until 
the screen 1$ filled with an impossi- 
ble mix of mid-'40s jitterbuggers and 
wild-haired punk rockers. Only in 
Hollywood. Ortega remembers some 
of the tricky moments in staging that 
number. ‘К was hard to get the plat- 
forms to roll smoothly; every once in 
a while they jerked and one of the 
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The Battle of the Bands in full swing. Look out! 


dancers fell off — but nobody ever 
got hurt. 

"The Battle of the Bands was 
more than just color and sound, 
however. We wanted to show how 
the energy of rock music was simi- 
lar to the "405 Jitterbugging. In both 
styles, the tempo is very up, and in 
fact, a lot of the '80s rock dancing 
was already there in the '40s. It was 
our job to show that on the screen." 


How does a choreographer, even a 
good one, feel about working with 
Gene Kelly? “It was the greatest ex- 
perience of my life," Ortega said 
simply. “Не helped immensely — he 
even screened his old movies for me, 
showing me how to set up the cam- 
era and how to plan for dance num- 
bers. He talked to everyone on the 
set; he even hung around with the 
rock-and-rollers we hired for 
the Xanadu number. He partici- 
pated whenever he thought he could 
help." Kelly and Newton-John do 





one brief but superb dance number 
together, recalls Ortega, with Olivia 
dressed in a 1940s WAC uniform. It 
isn't one of the old Gene Kelly leap- 
ing-from-the-tables routines, just a 
little soft shoe and some elegantly 
understated turns, but it's enough to 
bring back the memories and remind 
us that this man Kelly is sti// the 
best in the business. 


But Xanadu's grand finale is the 
film's truly spectacular event. It is a 
climax to a very special motion pic- 
ture, where whirling, singing, danc- 
ing, the center of all the dreams is 
Olivia Newton-John as Kira, living 
everyone's fantasies, making Xana- 
du a wonderland for Gene Kelly, 
Michael Beck, and anyone who views 
it. It’s a good bet that Ms. Newton- 
John will have more gold platters to 
add to her collection. And the entire 
movie audience — young and old — 
will have a film that they can take to 
their hearts. 


ШІП! 


XANADU'S CITY COSTUMES 


Costume design sketches by Xanadu's designer, Bobbi Mannix. 
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By Roberta McKenzie 


In films, the costume designers’ 
efforts frequently go unsung, yet 
their creations often play a pivotal 
role in producing a movie’s special 
look and feel. Their costumes must 
define and delineate both characters 
and settings, and the designers are 
constantly challenged to create 
clothing that enhances mood, music, 
action, lighting and special effects. 

Xanadu's designer was соп- 
Stantly solving specialized problems 
and, in clothing the nine goddesses 
who are the central figures of the 
Story, her relations sparked an- 
other idea altogether. Costumes 
worn by the mythical Kira and her 


Xanadu's Costume Designer, Bob- 
bie Mannix, also attired The Warriors 
and The Long Riders. She has 
worked as a commercial fashion 
designer as well. "| was ‘raised’ оп 
Seventh Avenue," said Mannix, refer- 
ring to New York City's famed gar- 
ment district. 

Bobbi Mannix and the rest of her 
crew have created over 260 costumes 
for Xanadu, running the gamut from 
Gene Kelly's sharply urbane outfits 
through the New Wave costumes of 
the dancers in the Fiorucci number, 
to the soft pastel frocks worn by 
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Mannix's sketches for two costumes featured 
in Xanadu's finale, and the actual outfits as 
they appear in the film. 


Olivia Newton-John and her sister 
muses. In fact, the film has a ríot of 
distinctive characters whose roles 
had to be defined in terms of fabric, 
color and design — sometimes red 
hot, sometimes more subdued and 
sensual, and always amplifying the 
desired tone of each sequence. 
Joel Silver, Xanadu's co-producer, 

believes that this film should equal 


enchantment. To put his production 
staff in the mood for movie magic, 
Silver, an avid film buff, screened 
old Technicolor musicals. Every- 
body watched. And everybody co- 
operated. 

Xanadu was “а movie with total 
communication within the working 
staff," said her assistant, Marilyn 
Vance. Mannix and her staff were 
able to see the dancers rehearse in 
order to know what was required so 
that their costumes would comple- 
ment, not hinder, their movements. 
It was equally important for the 
designer to be aware of the more 
than eighty special effects being 
used and their consequent limita- 


tions on the costuming. 

One unusual problem arose in cre- 
ating costumes for the opening se- 
quence, where the muses, one by 
one, "step out” of a mural. The 
dancers were first filmed against a 
blue background, then “matted” onto 
film of the mural, thus creating the 
illusion that the mural had come to 
life. This process, called b/ue screen 
matting, made it impractical to 
construct their costumes from a 
diaphanous material like chiffon, 
since the blue from the screen would 
show through the transparent mater- 
ial, creating "tears," an imperfection 
in which the background appears to 
be jabbing into the actors. For this 


same reason, blue or purple fabric 
was also out. Chiffon, however, was 
just the sort of light, flowing fabric 
needed to achieve the desired un- 
earthly effect. 

Mannix decided to try silk prints 
instead, but searching California and 
New York, she came up empty 
handed. Finally she located some 
French silks — sensuous, opaque 
and flowing. She chose her colors 
carefully, avoiding blues and violets, 
and the effect was perfect. 

The “Battle of the Bands" 
number is another prime example of 
the complexities involved in coordi- 
nating different aspects of the film- 
ing. In this fantasy sequence, Danny 


The Tubes — garbed in electric orange — the New Wave rock group spotlighted in Xanadu's spectacular Battle of the Bands. 
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іп all, 260 costumes were created by Mannix and her associates for Xanadu's various numbers. 


McGuire and Sonny Malone each 
imagine what their new club will look 
like — what flavor it will have. Тһе 
designers were challenged to create 
clothing from two different eras — 
the '40s and the '80s — that would 
merge comfortably as Danny's Big 
Bandand Sonny's punk rock group, 
the Tubes, intermingle at the scene's 
climax. 

According to Mannix, today's 
trend in fashion is back to the '40s 
sharp, angular lines — "New Waveis 
an exaggerated version of '40s cloth- 
ing — somingling styles wasn't dif- 
ficult.” As for colors, "I kept the '80s 
fairly monochromatic," said Mannix. 
She put the Tubes in electric orange 
against a black stage and the "805 
dancers in very intense, hot tones. 
According to Mannix, the idea was 
to “add a high-voltage look without 


it being scary." m T | | oh WW. ME ) NW 
The members of the '40s band x d i | | hà сың US M Ng, Tn 
wear formal black tuxedos and the | Ғғ i ЫТ елу 4% 2 


wall behind them is softly lit with | " Pe ` ЧЫЛ 
orange and blue. The dancers for | m d м 
both bands wear magentas, deep 
blues, and black and white stripes. 
As the two segments come together, 
they form a definite color pattern. As 
Mannix put it, "When they blend, you 
remember only certain things and 
those are color-coordinated." 
Another fascinating array of 
dancers appears іп Fiorucci's where 
Danny goes to “glitz” up his war- 
drobe in a manner befitting Xanadu's 
co-owner. And there is glitz aplenty 
at this ultra-chic fashion store. In this 
sequence, Kelly has seven costume 
changes, all very modern and all orig- 
inal creations of the movie's de- 
signer. In and around his changes 
and soft-shoe modeling, a retinue of 
dancers perform in New Wave cos- 
tumes. Some wear everyday fabrics 
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Jitterbuggers from the spec- 
tacular "40s jazz segment of 
The Battie of the Bands. 
(left) 


Ultimate glitz! Web-clad 
dancer from Хапади'$ Fio- 
rucci's segment. (right) 








in up-to-the-minute lines. Other 
dancers, clothec in black leotards 
and glittery spider-webs, alternately 
jerk and slink through the number. 
Combined with the special effects, 
the sequence is electrifying. 

The final scene — “My favorite," 
said Mannix — takes place in the fin- 
ished Xanadu cabaret. It features 237 
dancers, roller skaters and specialty 
acts, all requiring some unification 
of costume, so they look as though 
they belong to the set. “But if all 
those clothes were coordinated, your 
eye wouldn't know where to look,” 
said Mannix. Therefore, the cos- 
tumes had to be designed so that 
different groups were recognizable. 
Gene Kelly leads off the number, 
skating onto the set in sedate black 
evening clothes. The Xanadu en- 
semble follows, men in shocking 
blue and black, women in magenta 
and gold. Kira and the muses go 
through four songs and four costume 
changes in the course of four min- 
utes. Perched on a pedestal in the 
center of a round stage, Kira, accom- 
panied by her eight sister muses, ap- 
pears asa '40s tap dancer, a fringed 
cowgirl, a rock star and a showgirl in 
Erté-inspired garments. Then the 
muses, once again bedecked in the 
flouncy frocks worn in their heavenly 
state, soar out of the club... and the 
picture. 

Before threading a needle, Mannix 
thoroughly researched the Greek 
myth in order to understand what the 
muses were about — Kira and her 
sisters are the nine daughters of 
Zeus, goddesses of poetry, music 
and art. Then Mannix updated 
the myth, adapting the toga-like 
draping usually associated with Hel- 
lenic figures into contemporary 
attire. 
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„created from Mannix's fanciful designs... 


“йге now available at Xanadu boutiques across 
the nation. 
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The graceful silk costumes of Xanadu's 








muses... 


Mannix wanted to keep a flowing, 
breezy look to the muses' costumes 
—"anything that a dancer wears has 
to flow, move smoothly." She was 
also motivated to create a very frilly, 
soft look, since she feels that bring- 
ing back really "feminine" clothing is 
important. "Olivia," she said, "isa 
perfect person to help do just that." 

These afe the dresses that Joan 
Marcus, Special Promotion Consul- 
tant for Xanadu, felt should be made 
available to clothing connoisseurs 
around the country. Now, thanks to 
her ability to see in Mannix's 
designs the seed of a popular phe- 
nomenon, Xanadu's dresses have 
been translated into a line of 
clothing by Jack Mulqueen 
Associates. 

Mulqueen, understanding the 
special touch that was required, 
obtained fine silk from Korea. 
Duplicating the fabric designs, he 
adapted the muses original cos- 
tumes, creating thirty unique dresses 
in two modes — a very elegant stan- 
dard line and more whimsical, fan- 
tasy styles. 

So if you found yourself excited by 
the fantasy world of Xanadu, if you 
felt you never wanted the movie to 
end, all you've got to do is find the 
nearest Xanadu boutique and take a 
part of the dream home with you. 
For like muses and music, dreams 
belong to everyone. 








